about passages, from one language to another, but also passages in a bigger sense of the term. After being freely adapted, it was directed by Chris Abraham and Christian Lapointe in 2011 as the first-ever bilingual production of the National Theatre School, a path that embodies Wren's motto "To never consider any work finished" (35)-a mandate that has applied from the very beginning of PME-ART. The idea of a postdramatic theatre is enacted, in En français comme en anglais, by a script being literally scattered on the stage. This dispersion is typical of PME-ART's work-I would even suggest that the PME-ART website represents a comparable | VIEWS AND REVIEWS posture, with the design allowing the visitors to move around the different sections of it, to become in a way the (co-)authors of the page. But I must review the opposite of a text smashing into pieces-that is, a book that celebrates the legacy of PME-ART.
Throughout the text, Wren is fond of one verb in particular: he remembers a lot. Remembering as an act of performance allows him to bring back the shows in their making-always in a vibrant style, full of anecdotes and fulsome descriptions, which makes reading the book definitely enjoyable. We travel with the artist while he discusses relationships with his co-creators (Claudia Fancello, Caroline Dubois, Martin Bélanger, Julie Andrée T., Tracy Wright, and Laure Ottmann, just to mention the ones who come up the most) and the numerous cities and contexts in which their works were presented. Authenticity Is a Feeling becomes a compelling archive that mixes both written and visual forms as Wren includes dozens of photos of productions. It also makes a great companion for anyone involved with performance studiesindeed, it almost seems like it was written as a textbook on this topic, since it tackles many of the elements and paradigms at play when studying such a hybrid genre. I could easily require my students to buy this book and use PME-ART as a local case study in a performance class.
The book consists of some components one would expect in a memoir/history of a theatre company: an introduction; two sections, each covering a decade of existence (1998-2008 and 2008-2018) ; an epilogue and supplementary material. But additional pieces complicate this simple composition, suggesting something of PME-ART's resistance to linearity and certitude. There is an "interlude for [the late] Tracy" Wright between the two main sections, a second epilogue, and an afterword. This excess of parts points to the fact that the book can never achieve the goal of completely encompassing PME-ART; both decades are also tied to a "prehistory" of a few years.
One way that Wren manages to rein in this excess of information is by categorizing the story into periods, beginning before his company was founded and fascinatingly also heading into the future : "1988 -1998 1998 -2008 2008 -2018 2018 -2028 . The final period is particularly interesting not only because it situates PME-ART within a continuum of practices and themes, but also because it locates Authenticity Is a Feeling at a shifting point for Wren and his group; in the epilogue "Emotional Politics," named after a yetto-come project, he acknowledges that "these days, like a lot of people, [he's] definitely feeling that art is simply too white that it has to change" (248). Wren includes PME-ART's work in this assessment and argues that it is time for different voices to be heard in performance. As he adds, "there is something political about being yourself in a performance situation" because it "undoes some of the hierarchy between those onstage and those watching" (248). PME-ART is all about questioning, or even undermining, actual artistic habits and structures. In that regard, we may ask: What does Authenticity Is a Feeling (un)do in terms of the relationship between who is writing and who is reading it? The book raises questions for me about what can be captured in this form. After perusing it, I do wonder more than ever if a book is the best way to give an account of interdisciplinary performance. Last season, the website for Montreal's La Chapelle-Scènes contemporaines, which has hosted Wren's work on a few occasions, included the statement that "books about performance never feel quite right, or at least never feel like enough on their own. Addressing performance requires performance." Obviously aware of this inherent problem, Wren prepared "an accompanying work" to the book, titled A User's Guide to Authenticity Is a Feeling (Work-in-Progress), which was presented on 6 December 2017 for one night only. This event created a somewhat unusual situation as the necessarily ephemeral performance both contrasted with and supplemented the inherent materiality of the book. At the same time, it reached a very small audience in only one city (and not even the one where Authenticity Is a Feeling would be published) and seems to have been more like a preliminary working step toward the preparation the book, which was not even available at the time of the performance. Like the book, this performance is just one piece in the ongoing, greater project that makes up the PME-ART collaboration.
If Authenticity Is a Feeling has one flaw, it is that, while telling this story, Wren often neglects to inscribe it within a larger context-although the accumulation of the journeys faced by the group do signal a bigger story in a way and underline how much invention was needed to go against or despite the numerous limitations faced throughout the years. Indeed, he is explicit about his focus: Rather than writing about a larger ecology, he "prefer[s] the mythology of the figure who invents himself " (11), leaving behind other practices in Toronto and Montreal that could have been beneficial as comparisons through which to consider the uniqueness of PME-ART.
Wren admits that he "do[es]n't think authenticity is something that exists" (13), so the titular notion of his book, naming this concept as a feeling, appears to point to the postmodern trope of uncertainty embodied by record making; this certainly applies to the 300 pages I reviewed. Again, its format may be in play here as a book might be an arguably less inventive means for communicating an original artistic path than live performance; I believe Authenticity Is a Feeling alone will not "change the rules for how interdisciplinary performance can be written about today"-as the publisher claims in all promotional materials and on the book cover-but it is still carried by a significant fervency that makes it truly authentic, and rather hard to critique.
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